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This pagre illustrates three 

Brilliant Piano Solos. 

These may be had Ip regular Sheet Music size, 
upon receipt of price, from 


KUNKEL BROTHERS, 




612 OLIVE STREET, 


ST. LOUIS, MO. 


CORANADO-Crand Valse do Concert — L. K. Ewen, LOO 

One ol the best walues written; vary melodious, brilliant and 
effective. Especially suitable for exhibition purposes. 





NEARER, MY GOD, TO THEE — Grand Paraphrase 

de Concert ; Julia Rive-King, 1.00 

A grand composition. Nothing more effective. Should be In 
the repertory of all ambitious pianists, as it is a superior ooncert 
piece, and is always appreciated by the audience. 



KmtiW iatt. 


SPARKS— Grand Galop de Concert — J. TV. Boone, 1.00 

The llnosl galop written in modem times. Full of life and 
dash, and brilliant effects. JTagniffeent exhibition piece. This 
galop is also p Nlshod as a duet that is very fascinating. 
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This Method is to be useo hand in hand with all piano practice, by the beginner 
as well as the more advanced performer. 


Kunkel’s Piano Pedal flethod 


THE PIANO PEDAL; How to Use It Correctly and Artistically' 

By CHARLES KUNKELu 


A practical expit.nation of the acoustic principles involved in the artistic use of the Piano Pedal, 
with copious examples and primary studies, laying a foundation for the correct use of the Pedal, and 
correcting the more common mistakes made by the majority of players in the use thereof. 

PRICE, $3.00. 

Special discount to teachers for introduction. 


What Some of the Great Pianists and Pedagogues of the World Say. 


HANS VON BUELOW: 
ANTON RUBINSTEIN; 
I. J. PADEREWSKI: 
JULIA RIVE-KtNC: 


“ No pianist can afford to be without it.” 

Will do more for fine piano playing than any work published in a decade.” 

“A truly great work; worth its weight in gold.'” 

“ Through your Pedal Method we will have more good pianists in the future. A wonderful 
exposition of the bidden secrets, making piano playing truly great.” 


A Few of the Many letters Received by Charles Kunkei in Behalf of His Late Work. 


XAVIER SCHARWENKA, the world-renowned Pianist, 
Coiiii>08cr and Director of the Scharwenka Conservatory of 
Music, New York. 

MR.CnARLP.S KUNKEL, November 29, 1893. 

Most HokohruHib:— Accept my slncer^l thanks for tno copy of your truly 
maKnirtcent Pedal Method. 1 have perused and studied the same with great in- 
terest, and wish the same universal recognition and success. 

Wllh Ho blgho.1 c.teem, XAVIER SCHARWENKA. 

CONSTANTINE STERNBERG, the renowned Pianist 
and Compfoser, Director of “The Penn” College of Music, 
Philadelphia. 

MR. CHARLES KCNKEL, Novembcr27, 1893. 

Dxar Mr:— I have carefully read through your Plano Pedal Metnod. and 
muatcompltmeni you on the very efficient way In which you treat this delicate 
question, the scaito-goat of so many sin»— the Pedal. Your method Is profound, 
and yet simjile and lucid enough to be understood by the student even without 
the aid of a teacher. Moreover, it does not addre.ss iLsclf to thepuplUof any 
{larticular grade of development— U will be beneficial to the pupils of all grades, 
even the mu«t advanced ones, whose pedaling needs revl.slon. That you fill a 
really long-fcit want and cultivate a territory entirely neglected by pedagogic 
writers goes without saying. I shall use It as a complement to other studies, 
with my pupils, and earnestly recommend It to my brother teachers. 

Wishing you all success. I am, very truly yours, 

CONSTANTINE STERNBERG. 

EMIL LIEBLINC, the distinguished Pianist and Composer, 
of Chicago. 

MR. CHARLES KUNKEL, St. Louis, Mo. December 14, 1698. 

My Dkar Mr. Kukkbl:— Y our '* Piano Pedal Method ” Is so comprehensive, 
and eminently practical, that you could really well afford to dispense with any 
one's recommendation of the work. The attempts heretofore made to cover that 
mott imaortufU and comparatively neglected Held, have been so diffuse as to in- 
vite and merit failure. 

In your extensive treatise on the subject, accompanied as it Is by the most 
practical Illustrations, I find really everj'tblng In regard to the proper mode of 
using the Pedal. EspMlally commendable in the clear and lucid exi>osltion of 
the various problems presented, which render the work equally Interesting to 
the teaeher and valuable to the pupil. 

1 congratulate you on your eminent success in this work, and will most 
eamcHtly recommend your method to teachers and pupils, as the oft/ywori; on 
the subject which, in my opinion, merits serious attention. 

8ln<*r.ly your.. EMIL LIEBLING. 


I. D. FOULON, the renowned Musical Critic. 

December 15, 1898. 

Mr Dkar Mr. Kokkel:— Yot have done a great work in giving to both 
Uachtrt and pnpiX$ the hrst careful, reasoned course of Instruction In tno use of 
the Plano Pedal ever attempted, and In doing It In such a manner os to make 
your book at once a classic. It was Bacon, I think, who wrote: “ Every man Is a 
debtor to hts own profession." By the publication of your you 

have not only cancelled yuur debt to your profession, but you haveidaced It 
under great and lasting obligation to yourselr The Improvement which 1 have 
marked In the playing of persons who had used your rttM School for a couple of 
months has astonfshed as well as gratified me, and after the practical demonstra- 
tion of its su{>erlalive value which I have had, I shall not henceforth be able to 
consider any piano course In which It shall not figure as complete or satisfactory. 

As ever, your Mend, , ^ pOULON 

J. H. HAHN, the eminent Musician, Critic and Director of the 
Detroit Conservatory of Music. 

December 21. 1898. 

Mt Dear Mr. Kunkbl: — Your book of Pedal Studies embodies and presents 
In a most concise and tangible form, recognised principles for the pro|>er use of 
the Pedal as applied to modern pianoforte playing. It will surely prove a mis- 
sionary for good In many a Held, and should certainly be In the hands of every 
aspiring etudent and atnatcur. 

With best wishes. I am. cordially yours, j. h. HAHN. 


E. R. KROECER, the distinguished Composer, Musician and 
Musical Director of Forest Park University. 

December 26, 1893. 

Mt Dear Mr. Kukkel: — It has been but seldom In my experience that I have 
welcomed the appearance of a new didactic work treating of the pianoforte with 
as much pleasure as I have welcomed your Pedal School. I have fell for a long 
time that such a work was really essential to the Instructor of pianoforte play- 
ing In his professional duties, but none of the catalogues indicated that It was 
in exi.sience. Consequently, In my capacity as a teacher. I have had to Impart 
as much oral instruction as possible concerning the use of the Pedal, and rely 
upon the pupil's ear and feeling for correct harmony and clear phrasing to 
assist me. Scarcely any editions of pianoforte pieces arc properly pedaled: 
Indeed. If the pupil were to follow the niAjoritv of pedal Indications in standard 
editions, confusion would result. The task of correctly pedaling so lengthy a 
work as a Sonata, for Instance, is so great for the teacher, that In the hour 
allotted for a pupil's lesson he can by no means spare the time. But your Pedal 
School revolutionizes all that. If a pupil studies It carefully, he win surely be 
able to play with a clearness he never Imagined within bis power, and to "sing'* 
upon toe pianoforte In a manner only beard, usually. In the playing of recog- 
nized artists. Surely such prospects ought to Induce every stiiuent to get a copy 
of your Pedal School and study it carefully. Again expressing to you my appre- 
ciation of the servicee you nave rendered plsooforie playing In this work, 


believe me. 


Tours very truly, 


ERNEST R. KROEGER. 


St. Louis 


KUNKEL BROTHERS, Publishers 
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A GRADED COURSE 


OF . . . 



As the study of exercises alone will not make a pianist, I recommend the following graded course 
of cl^lssic studies and modern pieces, as used In the Paris and Lelpsig conservatories, and published 
by Kunkel Bros., who are the solo publishers of the magnificent editions edited by Hans von Buelow, 
Franz Liszt, Carl Klindworth, Julia Rive-King, Adolph Henselt, Carl Tausig and Carl SIdus. 

Those studies and pieces will impart the necessary variety of stylo and character, and are Incom- 
parable for the development of modern technic. The pieces, while developing the player, are a delightful 
relaxation, and magnificent for the parlor, etc. The well-known classical pieces are purposely omitted, 
as they will naturally form a part of every course. 


KXPI^NATION OF CiRAPR8.-<-Thc« followlair «ta4lc« and uv *oci»rdtnff to nochaatoal dlfllcvity, Inin Rcrm irmdM. F1ir«r« I dracHo* msf 

nuMilc: Hk. ft(. S nodemtol/ MBjr ; 4 iDocUntoix dlIBcolti Of. I rather dtAoaU; fig. • mnro dlAcult; fig. 7 Tary fUOnilt. 


GRADCI. 

STUPIf AND PiCCf. 
Wtqdl«>a. — dellghtfol Utile atodlea In otie 

bmtk [a-g.] JMr^SiJta 

Fterra.— Mcrry gleigtarlde AI 4 /M 

Katie's Parorlte gobottUcbe ...Stdtu 

Papa’s Walts ...gidtu 

GRADE 1 TO 1-^. 

STUPIt* AN D RliCE». 
Htodl»s. ~0|» . MO > twelre cbaracierlstio studies 

In one book (g. g.] 1 

Pieces.— Joys of Spring— WalU Atdiu 

Lilian Polka Sidtu 

The Promenad^Boodo ......gtdiM 

grade 1^ TO 2. 

5T20iU,jkflO,£l££H.. 
IMo«lles .-^P . Ml , twelve characterlatlo studies 

In uQo book (g. g.) Mm 1 

Op. 04, sixty melndJnos studies In three books, 

Mcb l.M (g. g.l LceuAMom ] 

Pieces.— Bright Byes— Rondo 

¥y Darting (Torke) - Mm 

Child's Prattle— Rondo giJiu 

Bohemian OirKPantasla— Balfe) Mm 

II Troratore (Fantasia— Verdi) ,Sidm 

Menoct, Op. 14, No* 1 (edition for the yonng 
planUt) [g. B.] Pad^rtwtki 

Grade 2. 

aTUDIf AND PlECCS . 
Htudles.— Op. S7, twentydonr characteristic 


Twelve Prelodes and Bondua In one book 

n.) ...... fieriimt-fitdm 

Op. IM , Album Leaves for the Toong. (g. g. ) 

Omrtitt- Sidm 

Leaves and F1<?wers,tweDty.fnarplctares<]ae 

atndies In one book (g. b.] AsrAer- Barlow 

Ptccca.— IdraU WalU Mtmmnn 

Measage of the Rose CescslA 

Minnehaha Polka lara 

Fta Diavolo Fgntaata ( Anber) 

Faoat Fgatasia(Ooanod) Sidus 

Martha FaDtaala(noiow) Mmt 

8pHngWalU(m. B.) Ckofin 

Bgnuncr WalU (b. B.] .........CA^s 

Ada’a Pavurlte Rondo „.Mm 

My Beglmeot— March AsarAtwO 

gweet Remembranoe Mtftkt 

UtUe Mlachlef JasrAsste 

?• 

BTUDICB AMO PlCCEt . 
Kankcl'a Plano Pedal Method, Indispensa- 
ble to artlaUe piano play lag 

gtwdlcs. — op. I, twenty chsracterlstlo stadles 

^ lnuaebook(B. B.J 

Twelve cbroaaticstodlee in one book IB. B.] . 


S M 
M 


Twidve Selected Preladas In ooe book (B- B.]. 

MmlfTmutf 

Op. 47, tweety-Sve Btadea In rkythm and ex- 
nrrssiTi.ln two books, each l.Mta. B.].— 

JJ*QMr Baaiisr 

Op. M. thlrty-lhrea stadlea la three books, 

Mckl.»[^B.J r^aa— 


Grade 3. — continued 

Pieces.— Happy Blrdllngs— Bondo... M4m M 

~ i'lanlat Ion Dance CecNa M 

Whisperings of Lore Oodard M 

Bohemian Qlrl Fantasia (Balfe) Jhtml M 

n Trovstore Fantasia (Verdi) Peel M 

Norma Fantasia (Bellini) ../Vsf M 

Beboes of the Woods Paul M 

Polo (Oak^)... .................... .../MiUgrce# M 

Our Buys (Fanfare Mllllalre) Amckmit M 

Hoaaa, Barrah— Oalop WotUaksvpt M 

taJoCa— Spanish Daooe Armttrvnf U 

Piscatorial Pleasures — Walts Banbam 7A 

Angelio Chimes— Beverfe VmUmacka M 

Careless Blegano(«— Quickstep.. .3cAJa(ffar<A M 

MlBeina(MyQueen) Ratter M 

McKendrea Boys March Pmoid M 

GRADE 4. 

BTVPICB an d PIECCB, 

Knnkel's piano Pedal Method, Indlspenss- 

ble to artistic piano playing SM 

Studies. — Op. S, ten characteristio studios for 
the cttltlTsttoD trills, in one book (a. b-3 

Kreme-Bmiete t N 

Op. 4t, twenty-five melodious studies, Intro- 
ductory to The art of phrasing. In two books, 

each X.W[b. b.] i7<rU«r>Jh(s/ow 4 M 

Op. 44, thirty progresslvo Blades, In two 

books, each l.M [b. b.] SeUer^BmUrm t M 

Btodea de Velocite, op. XM, in two iMioks, 

each 1A4 ....CMcny-Ass/ew X 04 

Pieces.— 11 Trovstore (Fantasia— Verdi) .... fVal M 

Queen of the Ball— Meouet MtLeMthHn 7f 

Humoreake la E minor, op. I Aroeper XI 

Humor«>sknln B major (Cradle (brng) ot>. t.... 

A'recper M 

Bollan Whlspera >Majmrka Amkeater 71 

Fairies' Muslnga WeOenhwp* 71 

PIt-a-Pat— Caprice Thetberf 74 

Menoet Modems Cenreth 71 

William Tell (Fantasia— Boasinl) ....PsW M 

La Oaselle Brmt 7* 

Heather Bells Polka KsniW 7f 

Trembling Leaves ...Gederd 74 

WUIlsm TeU FanUsla (BoMlnl) Paul M 

Marche des Adelphiennes Csfry 74 

On Blooming Meadows— Walts.... Btaa-Kimg 1 M 
BeveU d* Amour, (Urve's Awakenlngi— 

Walts..... JfMtAMr«44 1 M 

Suite Nurse, No. 1 (?risp M 

Suite Norse, No. X.... Grief 74 

Sunbeams on the Wster.... ....Bpeteim 74 

Splnnerlled (Spinning S«mg) OetUemder M 

Moselle La Valse Brttliante ItfenfriU 74 

Serenade, op. IS Kratfer M 

AirdeBaUet Cemrmik M 

Alpine SUwm (A Summer Idyl) Mankel I M 

Butterfly Galop itetmette 74 

Chaat Bobesaian, op. Xtt Meper M 

Bubbling Spring— Caprice Miee^Ktmg 1 M 

Of the Pretty Sbepberdese who hafata a 

Prlncees...... Alwelwg M 

Aarura WalU Jfsa U s w i W 1 M 

G"*Qg S. 

STUDIf AHO PlICI*. 

Kankel'e plauo Pedal Mctb>sl, ladlspeass- 
ble to artUtle piaao ptoylag - * M 


Grade 5. — continukd. 

Stn<H^.— Twelve studies la the higher art of 

piano playlag. In two bis^s, each l.M 

fg. g.j 4 M 

Op. 14. The art of phrasing, twelre clismcier- 
IsUo studlee.laoDo bui4l(g.g.]BsU«r-A(«lM» XM 
Bight selected Preludee and Fugues, In on* 

book [g. g.] Baek^TkaMf t M 

Sixty studies, in four books, each l.M s 

C’r s sMr BaeUm 4 M 

Pieces.— Polonaise In 0 sharp minor 1 M 

Oermans* Trinmphsl March Kmnkat 1 M 

Du hist wle elne Blnme (Thoe'rt like unto a 

Flower) Ba U iu te im- Rmf 1 M 

Trust In Ood— Bellgkms Mndltalloo .... ifWsetts 71 
Nearer, My Ood, to Tbe« (Oonrert Para- 
phrase) Aier-A'fspl M 

Home, Sweet Home(0»nocrtPara)..Jbr#-Afsp 1 M 
Old Folks at Hume(OonoertVsjiaUoe).Asnlri 1 M 

Sprite of the Wind— Caprice /Hraf I fli 

Valse Caprice BtreUtki 1 M 

SateUlU^-Pulka de 0*ncert ..Alden 1 M 

Mondschelnfahrt (Bowing by Mooeilgbn^^t^ ^ 

Denx Ca|»rlces des Onneerts, snr themes Ns- 

grvs, each 1.41 Asmm X M 

WlU-o'.the-WUp— OspHce Ckepim 74 

Maseppu— Caprico de Oonoert CsfirufA 74 

Sffurenierde Milan— Tarantells . tkeekiee M 

M<Nmllght at Green Lake Oatdbeek 1 M 

Dreaming by the Brook G aid ka ek 1 M 

grade 6 . 

STUOItA AND PlICIl. 

Btudles.— Orsdos ad Paraassum (The Road In 


. l^mK-ilon), thlrtr.<iue selected studies, la 

two txioks, each X.M [n-n*] 

ClrsiimM. TamMf and Ham Arktntdi 4 ( 

Op. 74, twelve charactcristle studies, in two 
books, eacb X.Mla. g.). if<**cAsb«-//MSs4f 4 4 
Pieces,- Klfcarelgen (Dance of the Blves),up. 

IT Mrmfer 1 i 

Wtdmung (Dedkathm) Ueet-Brimmanm 1 

CTume to the Dance (Tarantella) . . . MmiIswiM 1 

Polonaise, op. 4............... ./WmvwsM I 

Festal polonaise.. 


Ballade ei Pfdfiealse de Ooncert, opp, M, 
?ieuxt4>mpa in frrier Cebertragung fa«r 

Clavier Aes-Ate# 1 I 

Gems of Scotland— Os price de Oonoert 

Mfe-Ktnf 1 I 

Wiener Bonbons— Walts wttli Arabeeuae for 
Ouocert ase (Strauss) Jbsc- Ala# 1 1 

GRADE 7 . 

STUBUB AND PlECM- 

Wtodles. -Op. 14 aad X4,twelve Ouucert Etudes. 

in two books, each t.M(g. g.] CAsffe 

Iteces.— LscIPaiwmlaMaao. op. 1 ............ 

CAs s M A f ss Aleg 

PngarUrhe Faetasle, als Ormcertstaecdt 

fuer piano gUsia b— rtwHsi,... tAsM 

prelude aad Fugue (Hsl»cf1ilef -Oul h ue a t i . . 

M ie m k*mf 

Rhapsndle HoagrrAse, Jtn. f (Blve-Klag Bdl- 


Talee frreu Waaa W<«r d s Walts <mraaes» 
grand FarBpbrasedeOuaeen....A*es-A««# 
Ouaoeftn la B gdaor (as ptsyed by Padssww- 

ski, Be b 4 a s« e 4 n a^uthsrs» C mealk 

Tasahnurrr Marrh (Blrt KIty BdMAmi 

(g. g.] . A. W afmm^ U t d 


I « 
XM 
I 4fl 
1 M 
I M 
I M 
• M 
1 M 


GENERAL EDITORIAL REMARKS 


MANNER OF PRACTICING THE EXERCISES IN THIS BOOK. 


1. The first note of each exerci.se is to be struck from the wrist, as indicated by the arrow \ . Having .struck the 
first note, the next note is to be struck with a finger stroke, and connected with the previous note perfectly legato. 

2. By legato is meant the keeping down of each key during the full length or time value of the note, and until the 
next note is struck. It is like walking— both feet are never off the ground at the same time, no matter how fast one may 
walk. When the weight of the body is placed on the advanced foot the rear one is lifted, not before. Legato playing is 
accomplished in precisely the same manner. 

3. In repeating an exercise, instead of again striking the first note from the wrist, connect it legato with the last 
note of the measure. See examples 1, 2, 3 and 4 next page. 

4. If you desire a beautiful, firm, full, velvety tone hold the fingers rounded (archlike) in striking. See illustra- 
tion No. 1. Never permit the first joint of the finger to relax so that the first two phalanges (bones) of the fingers form a 
curved line inward, as shown by illustration No. 2. This is a fault committed by ninety-five out of every hundred pupils, 
sometimes through weakness of the fingers, but oftener through mere carelessness. 



No. 1.— CORRECT POSITION. 



NO. 2.— FAULTY POSITION. 


5. Divide the time of practice equally between the hands. 

6. Never play any exercise with both hands until each hand Jias practiced its part alone, and can play it perfectly. 
Practicing both hands simultaneously is bad, as the student cannot observe the faults of both hands at the same time. 

7. At first always practice to play forle only tends to stiffen the muscles of the hands, which should at 
all times be perfectly relaxed. 

8. In raising the fingers to strike, which should be entirely from the knuckle joints, do not force the fingers 
higher than they can go with ease. All straining is detrimental to the acquirement of a good" touch, as it stiffens the 
muscles. 


9. Be ver>- careful to keep the fingers rounded both in raising and striking; to straighten and bend them again is 
lost motion and vciy detrimental to a good touch. The finger should retain a rounded position at all times, and the action 
of lifting the finger be confined to the knuckle joint. 


10. When an exercise can be played perfectly piatto try it a little louder, but as soon as the muscles stiffen in the 
least and arm pressure is used instead of mere finger work, return to piano practice. 

11. Be careful never to allow the hands to slant, causing the fingers to strike sideway.s-the top of the hand 
saould at all times be perfectly level. 

12. Neverpractice the exercises in a mechanical manner. Unless the attention is npon the work, such practice 
IS absolutely worse than none at all, as it produces only bad habits. 

13. Devote daily no less than a quarter of an hour to the finger exercises and a quarter of an hour to the scales, 
uch practice will m the course of a year enable you to play with ease difficulties in a manner that will astonish you 

and your friends. ^ 


14. Remember that the five finder exercise, 
piano well. 


arpeggios and scales are the foundation of the art of playing the 
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PART I. 


for the 

Developement of the Fingere. 

SECTION I. 

FIVE FINGER POSITION. 


Bach exemi*^ i» to be ttiudied a« ehown in the following faur exa^nplee, Begin very tdowly. When the fingers 
have become more flexible graitually increase the speed. 


Sotee marked with an arrow C^) tnust be struck from the wrist. 


N9 1 illustrated. 


EXAMPLE I. 




Repeat each exercise from 4to H times. 



~~Nrricrrnrrrf4fi m>f rr i f^ 


r r I r i n^ 




Copyr^ht. Kunk^ Bros. 1894, 
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It is now advisable to practice all the exercises in Section I. in the keys of D flat major, E flat major, B flat major 


and B major with the same fingering as it gives the fingers independence in tnixed positions. 
Location of the hands in practicing these exercises. 

D flat major. B flat major. B flat major. B major. 



SECTION n. 

DOUBLE NOTES. 


In the etudy of the exercise, in double notes be very careful not to arpeggio^{break the thirdejnor to accent one note 
tnore than another. 






Left hand on ocfove lower,' 


i570- 17 




KxtrciMtM (h SvetioiiIL ai‘« now to bo practicod in iho kobo ofD/kot mo^or^ Bflat mo^ot; BP»t mojor and B major. 


B flat major. 


B major. 



The hoiHoimoiHt of Iho A'of fl-om B to 18 Into Iho koyo of Dftat major.Bftat aoajor.Bftat tmajor,and B major i 
will bo of oproial palao, tho imporltmeo of which eOn not bo ovorooUm a tod. 

IB70. n 
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to 


SECTION m. 


In,, ihe foUtiming exercises the aim is to acquire independence of the fingers. W'Ai/e some of the fingers 
are engaged holding down kegs, the others plag the notes alloted them. At first this mag prove quite diffi, 
cult careful practice however will establish the independence sougl^. 

The whole notes in brakets ( ) are not to be struck the kegs representing them are to be simply press, 
cd down atuikepi down while the other fingers are exercising. 


FIFE FISGER FOSmoy. 




The exercises are to be practiced also in the kegs of D flat major, E flat major, B flat major, and B major. 


I> flat major. 


E flat major. 


E flat major. 



Exercises in single and double notes. Having plaged each exercise fluently alone plag from //Sg 31 to 42 uninternptedtu 
repealing each exercise two to four times before going to the next. 

« i . - 33. 34V 
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SECTION IV. 


Special exercUe* of great utrfulneht in acquiring independence of the fingere. 





4f 
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There are three distinct kinds of scales used in -our modem system of music— the major, the minor, and the 
chromatic. 

MAJOR SCALE. 


The major scale is formed according to the following model : 

C MAJOR. 



Whule step, whole step, half step, whole step, whole step, whole step, half step. 

C is here taken as the starting note, called tonzc or key note. The interval from the first to the second note (C to 
D) is a whole step ; from the second to the third (D to E) a whole step ; from the third to the fourth (E to F) a half 
step ; from the fourth to the fifth (F to G) a whole step ; from the fifth to the sixth (G to A) a whole step , from the 
sixth to the seventh (A to B) a whole step ; and from the seventh to the eighth (B to C) a half step. 

If, instead of the note C in the above scale, we take any other as the key-note and preserve this relation of steps, 
the result will likewise be a major scale. Examples: 

G MAJOR. 



tones. 


Whole step, whole step, half step, whole step, whole step, whole step, half step. 

e, and a sharp is required to preserve the whole step from the sixth to the seventh 

F MAJOR. 


G is here taken as the starting note. 



Whole step, whole step, half sUp, whole step, whole step, whole step, half step. 

F is here the starting note, and a flat is required to preserve the half step from the third to the fourth tones. 

MINOR SCALE. 


The minor scale differs from the major scale by lowering the third and sixth of the major scale a half step. 
Hence the following is the scale of C minor : 

HARMONtC MINOR SCALE. 



Whole step, half step, whole step, whole step, half step, one and half step, half step. 


The order of steps in the minor scale is as follows : whole step, half step, two whole steps, half step, one and a 
half steps, and half step. This order of steps establishes what is called the Harmonic Minor Scale, which is alike 
ascending and descending. 



MELODIC MINOR SCALE. 


The scale called Melodic Minor Scale is a modification of the Harmonic Minor Scale ; 



The Melodic Minor Scale differs from the Harmonic Minor Scale in the sixth note ascending, making a whole step 
from the fifth to the sixth tones, a whole step from the sixth to the seventh tones, and in the seventh note descending, 
making a whole step from the eighth to the seventh tones and a whole step from the seventh to the sixth tones. 

The Harmonic Minor Scale has its foundation in the laws of harmony, while the Melodic Minor Scale has not, 
inasmuch as it does not recognize the notes — A natural and B flat — produced by the whole step from the fifth to the sixth 
tones (G to A natural) ascending, and the whole step from the eighth to the seventh tones (C to B fiat)in descending. 



RELATIVE MINOR. 

The minor scale which bears the same signature as a major scale, nsnatly called on this account the relative 
minor scale, is a minor third (one and a-hall steps) lower than the tonic key-note o( the major scale. Kxamples ; 



A MINOR. 


The G sharp is an accidental and preserves the step and a-half from the sixth to the seventh notes. The signa- 
ture of the C minor scale is the same as that of the B flat major scale; B flat major being a minor third above C, or 
vice versa C being a minor third below B flat. Example : 


C MINOR. 



The accidental here corresponds with the sharp given to A minor. 


E FLAT MAJOR. 



It will also be observed by comparing the Harmonic and Melodic Minor Scales that in these scales notes other 
than the sixth and seventh remain unchanged both in ascending and descending. The third in the minor scale is 
termed «»/or /one, as it establishes the character of the minor scales. (Further information upon this subject must be 
sought in the study of Harmony proper.) 

CHROMATIC SCALE. 

The Chromatic Scale consists of all half steps. It is written without any signature, the various notes being 
raised or lowered by introducing accidenUls, usually sharps in ascending and flaU in descendiug. 

Example ; 

CHROMATIC SCALE ASCENDING. 



All being half steps. 


General Rules for the Correct Performance of the Scales. 

In scales, the followinjf difficulties are met with : 

1st. The passing under of the thumb. 2nd. The crossing over of the third or fourth finger. 3rd. The holding 
of the thumb in a curved position. 4th. The inclining of the hand toward the thumb. 

Where more than five notes are to be played without interruption, as in the case of scales, it is necessary to re 
employ some of the five fingers and to make a connection when so doing ; it is to make this connection that we pass 
under the thumb or cross over the third or fourth finger, as the ca.se may be, and it is in making the connection Ugate 
that we meet with the first and second difliculties. To make the connection legato, hold down the key struck until 
the thumb or third or fourth finger has struck its key. 

The third and fourth difliculties lie in the thumb and the petition of the hand. The thumb must at all times be 
held in a curved position, and must not wait until the third or fourth finger has struck its key and then move to 
strike. This brings the thumb too late. The thumb must commence moving and be under the third or fourth fin- 
ger as either strikes, so as to be ready to follow without delay. The hand in playing the scales must always incline a 
little towards the thumb ; it faciliutes the passing under of the thumb and the crossing over of the third and fourth 
fingers. 

The importance of the five-finger exercises will readily be admitted when it is seen how largely they enter into 
the scale— for the scale is neither more nor less than the five-finger exercise repeated in a new position. 
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SCAIiES. 


PART II. 


PREPAIlATORr EXERCISES. 


Ifi the uUidy of iheee exercieet the toriet tnuet be held very loose, 
Practice each hand alone. 

Repeat each exercUa from 8 to 18 tifnee. • 



The whole notes in brackets ( ) are not struck. The keys representing them are silently pressed down^ and 
held down while the other fingers are exercised. 



Exercises for the left hand alone. 
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// an hour 6« dmoUd to tcaU praeUca <Uvid. Ou Uma at /eltotet; gitt lArtt foartKt of Utt Abur to ttparalo prae. 
Hot of thm hands and ont fourth of ths hour to tho practio* of both hands togsthor, Haoino mastrrsd ths seatss. 



nmtU Uu major and minor harmonic ccaUc have been mattered. 
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T*« oMtort experience for yettre convinced him that it is more advantageoue to the pupil to take up alternately the 
eealee in eharpe and /late than to etudy firet thoee in eharpe and then thoee in flats. 
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Bflat minor, (Hnrmonie.) 
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B flat minor. (Harmonic . ) 
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E flat minor. (Melodic.) 
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Having practiced all the ecalee over the enUre hey boards as shovm in the preceding example, they should then all be 
practiced vith the different accents as leell as in thirds, sixths, tenths and sixths as shown in examples followingt 




In tenths and sixths. 







^rTTfr'Vf 


It I, HOU) aitrlaaole to pmMce the ecalee, eaiieclally those beginning on the black keys oh sh ah Ak Bk icith the sa>,m finoLinn 
as that given to the C scale as fotto.vs, Bight i , Left ifond s .’4 .io. leginXga^jLab!-!^ 

ken neccssaritu brings the hand dincUy orer the black keys and compels all uhite keys to be struck beticeen them This tenders 
the playing some ichat awkward at first but practice must be perseverddtn until complete facility has beengained.The 'grmt 
ness of thts practice will be apparent in pieces offering mixed positions, ^ 
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CHROMATIC SCALE. 

• 

There are three method* usually employed m ungering the chromatic scale: the French, German and Bngliah. 
The 6ngering at No. 1 is that of the French method. All great pianists recommend it as the best, when played by 
both bands together, (or the following reasons: Firstly, all members of the body of which there are two, snch as 

the arms, hands, or corresprmdiiig hngers of the hands, are really pairs, whose motion or impulse proceed* from the 
same ners'e centers. For this physiological reason, simultaneous motions of both members of a pair, as we all know 
from experience, are natural, and hence easy, while simultaneous motions not of a pair are often difficult, and, conse- 
quently, weak and uneven. The latter arc, therefore, to be avoided in piano playing, whenever poasible. Now, when 
lioth hands play the chromatic scale by the French method, the same hngers of each hand are used on eight out of 
the twelve key* to be struck, namely, the third fingers on C sharp, the first fingers on D, the third fingers on D 
sliar]<, the third fingers on F sharp, the first fingers on G, the third fingers on G sharp, the first fingers on A, and 
the third fingers on A sharp. When both hands, however, play the chromatic scale by the German and English 
methods, only (our of the twelve keys are struck with the corresponding fingers of both hands. See example* II 
and III. Secondly, The u.se of the third finger on all the black key* give* more firmness to the hand than doe* 
the constant changing demanded by the German and English methods. For these important reasons, the German and 
the English methods should be used, if at all, only when the scale is to be performed by one hand alone and in passage* 
requiring great rapidity and delicacy. The study of all the methods, however, is recommended, and it is left to the 
judgment of the performer to determine when use should be made of either the German or English methods. 


French fingerini). 
N9I. 


fingerini). , German fingering. Knglieh fingering. , 

• ■' ' ? rfTi i- '‘•°f ■ i- 




Jh'ecUeiy the tatne fingering ie used in descending. 



To be practiced with each hatid alone neeer wiVi htmds together. 



To be practiced with each hand alone never with both hands together. 



Kjpceptional fingering occasionally fnet within modern com^fositions. 




k. . 




MO 

D flat mqfar. 






rr 





4 

—ft 

rt 

4 




rP 


T* * 1 « 


rr 

r P - 

— Fm.^ 

1 k 1 ■ 

o 

-± 



: TT 




// thit teote tr«r« unritUn tu Dflat minor its signaturs would require eight flate*'^ 
C eharp minor. (Harmonic. ) ^ i t i i i 
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^ thorp major. ( The tame at O flat ttutjor.) 



F tharp minor. ( Barmonic.) Iffhit tcale were written at Oflat minor its tipnature would require nine flaU.^ 
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mi 




B fNinor. ( Melodic.) 





C tharp major. ( The same a» Dflat major,) ^ 





mVn the eealee ran be played fluently of o tnoderate epeedt and the fteyjering no longer offere any diffiontty^u ie mdateable to play 
them orer the entire key board of the piano repeating each ecale from eight to eUcteen time* with varioue ehadtnge, from 
piano fo forte, eotneUmee creeeendo, eomettmee decrescendo. 
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Tone Pictures for Young Pianists 


BEHR-SIDUS. 

Op- 575- Complete in one book, 


Children’s Delight. 


1. CHILD’S SONG (Kinderlledchen) 

2. IN THE MONTH OF MAY (Im Mai) 

3. CHILD’S PLAY (Kinderspiel) — 


4. JOYFULNESS (Leichter Sinn) 

5. BARCAROLLE — - 

6. SHEPHERD’S SONG (Schaferlied). 


7. SPANISH DANCE (Spanischer Tanz) 


CARL SIDUS 


Op. 500. Complete in one book, 


1 . JOYFUL PROMENADE 

(Frdhiicher Spaziergang) 

2. THE LITTLE SOLDIERS 

(Die kleinen Soldaten) 

3. ON THE ALPS 

(Auf den Alpen) - — 

4. THE LITTLE SHEPHERD 

(Der kleine Schafer) 

6. INVITATION TO THE DANCE 

(Einladung zum Tanz) 

6. IN THE MILL 

(In der MUhle) - 


AEOLIAN HARP 

(Die Aeols Harfe) 

THE LITTLE GAZELLE 

(Die kleine Gazelle) 

JOYS OF SPRING 

(Friihlings Freuden) 

SAD NEWS 

(Traurige Kunde) 

HAPPY CHILDREN 

(Gluckliche Kinder) 

DANCE AROUND THE XMAS TREE 
(Tanz um den Weihnachtsbaum)... 


Op. 501. Complete in one book. 


IN SINGLE NUMBERS 


BUTTERFLIES 

(Schmetterlinge) - - 

WOODLAND WHISPERS 

(WaldgeflUsster) 

THE MERRY HUNTERS 

(Die Lustigen Jager) 

THE LOST CHILD 

(Das Verlorene Kind).. 
CHILDREN AT PLAY 

(Spielende Kinder) 

THE MERRY MILLER 
(Der Lustige MUIIer) 


LISTEN THE GUITAR 

(Here die Guitare) 

LILY OF THE VALLEY 

(Maiglockchen) 

SLIDING ALONG 

(Auf der Schleifbahn) 
MIRTH AND FROLIC 
(Frolich und Lustig).... 
BOLD RESOLUTION 
(KUhner Entschluss) ... 
LIGHT OF HEART 
(Leichter Sinn) 


©j St. Louis: Kunkel 

m 


Brothers, Publishers 


SPECIAL NOTICE. 

Our Publicalioni can be bad at all firat-class Music Stores. Whenever parlies inform you that same are out of print 
or not to b« had, send direct to us and be convinced of the contrary. 
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Brilliant Piano Solos. 

Thaaa may bo had in regular Shuat Mualc alas, 
upon raoalpt of prioa. from 


KUNKEL BROTHERS, 

612 OLIVE STREET, ST. LOUIS, MO. 


HEATHER BELLS Polka - i»«.l> k»ak»l, 75 

Om of ih« Mlon r*oiopo«tiWttift Vnown. A»nu4l •*i« os- 
cecdx 30,(J00 oop^. Al*«» i>ubUkl»><i m ft liuct. 

GERMANS’ TRIUMPHAL MARCH- 

Edltlon de Cono«rt ..„. J«fob GO 

Vftry brIUUnf and off^ctlv^; Xiy f%r iKc fttOftt )»o|mUr o»rcb 
pubU«U«it. Anntiiil «ftto of urt^r S&.OiX) oo|»lrft. 

An effoollte ammicftoioiit of tl>o *bov< for 1*^ ftkUIrd p*»r- 
fonu«i% b publUbod m wvU; nUo t (In^ liunt ftrT«nfMii«»t. 

OLD FOLKS AT HOME- 

Concert VarUiUone — diftrl*** K w«fc<*L 1,00 
An uDiiranlljr cffrrttv<* fftntiurift on thU fftrorfir mftlod/ 'd 
Koftt«>r>. No bftppkr |»loc« for pHYfttv or public pcrfortniuiiM^) 
ertrf vftrUtloi^ '} ft gviii. 
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